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to the words. No. 3, which Mr. Eeay calls a " Madriga- 
lian Part-song," is written to the well-known words " As 
it fell npon a day," the authorship of which, he truly 
says, may lie disputed ; but we question whether Richard 
Barnfield has sufficiently established his claim to the 
poem. The music of this song is full of character, and 
certainly is perhaps more in the spirit of a Madrigal than 
any other in the series, although it does not fulfil all the 
requisites of that style of composition. No. 4, is one of 
our favourites : the parts are all excellently written ; and 
there is much legitimate effect evolved from the hunting 
character of the music. The return to the original sub- 
ject, after the pause on the Dominant harmony, is exceed- 
ingly happy. No. 5, is a graceful melody charmingly 
accompanied; and as a specimen of the composer's placid 
part-songs, cannot fail to obtain favour: indeed we are 
somewhat disposed to consider it one of the best of the 
set. IS'o. 6, the Page's song in "Measure for Measure," 
is so well harmonised as to invest it with an interest 
which the character of its phrases would perhaps scarcely 
entitle it to without such aid. Considering how difficult 
it is to compose Shakspeare's poetry, we think that, on 
the whole, Mr. Eeay has been fairly successful. 



Lamborn Cock, and Co. 

Sonata in F Major (Op. 5.) Dedicated to his Master, 

Professor W. S. Bennett, M. A., Mus. Doc. By William 

Crowther Alwyn. 

Mr. Alwyn writes with a freedom quite remarkable 
for one who numbers this Sonata " Op. 5." Unless he 
has already composed a great many smaller works, which 
have been consigned to the flames (the very best place for 
all crude attempts) we can scarcely imagine how he can 
have gained his experience; for although unequal in 
merit, the several movements of this Sonata shew a vigour 
of writing and a power of development which we rarely 
see in early compositions. The first movement com- 
mences with a bold subject, to which the second theme 
forms an admirable contrast ; and after the double bar, 
we have some very excellent writing, the two hands occa- 
sionally imitating each other with much effect. We re- 
gret that there is no slow movement ; for in composing, 
as in playing, this is usually the severest test for an artist. 
The next movement is exceedingly simple in character, 
and unites itself gracefully with the placid Trio ; but if 
the composer had not written Scherzo D. C. at the end of 
the Trio, we should certainly have imagined the pre- 
ceding movement to have been a Minuet, especially as 
the direction is Moderate, pom Allegro. The last move- 
ment is based on an elegant subject, in § rhythm. The 
passages throughout lie well under the hand ; and there 
is no undue straining after effect, either by over elabo- 
rated harmonies or by perplexing extensions. This is 
perhaps the most satisfactory movement in the Sonata ; 
and we should have been glad if Mr. Alwyn could have 
aided the player in this, as well as in the other move- 
ments, by putting the metronomic mark ; for the vague 
Italian words used leave us very much in doubt as to the 
real intentions of the composer. 

Caprice Nocturne; for the Pianoforte. By Henry Graves. 
Although it might he puzzling for the composer of 
this piece to define what he means by a Caprice Nocturne, 
there can be no question that he has written a very ele- 
gant trifle, which may be confidently recommended to 
pianists who choose music rather on account of its in- 
trinsic merit, than its difficulty. A calm subject, in triple 
rhythm, afterwards ornamented with arpeggios, is suc- 
ceeded by a vigorous theme, in the relative minor, with a 
triplet accompaniment. We should have preferred a 
little more variety in the return to the original melody ; 
but what is attempted is well carried out ; and the coda, 
containing fragments. of the subject, grows up naturally, 
and forms an effective conclusion to the piece. We 
should imagine that Mr. Graves might safely venture on 
a composition of more importance. 



Le Sejour de la Nereide. Caprice ; for the Pianoforte. 
By W. Chalmers Masters. 

A light and fanciful little sketch, which, apart from 
its musical merit, may be practised as a study with much 
profit, single and double shakes and arpeggios for both 
hands prevailing throughout. An appropriate theme, 
singing at the top of a murmuring accompaniment, is the 
leading idea of the piece ; the subordinate subjects con- 
trasting well with this tranquil melody. The composi- 
tion, although not demanding a large amount of what is 
called " executive power," requires the utmost refinement 
and delicacy of touch to do it any justice. A pianist, 
whose fingers have been trained to express the varied 
lights and shades of musical feeling, will find in this 
Caprice much to admire. 



AsHDOWN AND PAKRY. 

Andante from Beethoven's 1st. Symphony. Arranged 
for the Pianoforte. By Frederic N. Lohr. 

We have already spoken most favourably of this 
author's arrangement of the Tenia and variations from 
Beethoven's Septett ; and have now to award equal praise 
to the one before us. The excessive beauty of this move- 
ment, skilfully arranged as it is, and carefully fingered 
where necessary, should recommend it to all Beethoven 
lovers who wish to revive the impressions received when 
heard with the original instrumentation. It is really an 
excellent condensation of the score ; and we trust that 
the success of these two pieces may induce the publishers 
to issue some other extracts from the standard works by 
the same arranger. 

Hawarden. March, for the Pianoforte. 

Eosabelle. Grand Galop de Concert ; for the Piano- 
forte. Composed by T. Albion Alderson. 

The first of these two pieces has a bold and well- 
marked subject, not perhaps strikingly original, but with 
a sufficiently military character to justify its title. The 
fault is a want of contrast ; the themes being repeated so 
often as to become tiresome. The second piece is by far 
the better of the two. Here we have a spirited Galop — 
"de Concert" (whatever that may mean), which may be 
practised as an excellent octave study. Much variety is 
gained, not only by the changes of key, but by the 
the different characters of the subjects, many of which — 
especially the delicate pianissimo passage, after the double 
bar, in page 4 — are remarkably graceful. 



Eobert Cocks and Co. 

Mary Magdalene. The Narrative according to Saint 
Luke. Set to Music by Sidore. 

This Scena is No. 1, of a set of Scripture Narratives, 
but whether others have been, or are to be, published, we 
have no means of ascertaining. There is much feeling 
for the mere appropriate setting of the words to notes in 
this composition ; but a great want of any general design 
in the work ; the effect at the conclusion being one of ex- 
treme weariness, not only from the lack of variety in the 
key, but from the absence of any defined character in the 
accompaniment. The best point is where the modulation 
into F minor occurs, the voice taking D flat, in the 
phrase " and kissed his feet," with much effect. Sidor6 
should, in future attempts, take a larger view of narra- 
tives offering so much scope for a composer. 



E.DDALL, EOSE, CABTE AND Co. 

Warblings at Morn. Mazurka de Concert. Solo Bril- 
lante for Flute or Piccolo, with Pianoforte Accompaniment. 
Composed by George Eoe. 

More warblings ! This time, however for instruments 
which have an undoubted right to " warble." Flute and 
Piccolo players will find this an effective piece ; for there 
is not only room for much display, but the themes are 
pleasing and melodious throughout, and the passages are 
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extremely elegant. The pianoforte part is something 
more than a mere accompaniment ; but in all eases is 
skilfully woven in with the principal instruments. The 
piece, we perceive, has been performed in public by the 
composer and some of our best flute-players. 



Original <Eorws|>ont>enct. 

TO THE BDITOK OF THE MUSICAL TIMES. 

Sir, — I am sorry to be at issue with " the writer of the 
notice " of The Supplemental Hymn and Tune Book, but 
since he will persist in stating as fact that which is untrue, 
I am placed under the necessity of requesting the favour 
of space in your valuable columns for the purpose of 
setting him right. 

The burden of my letter, which appears in your 
number for this month (August), is not a complaint that 
his notice of my tune to " The foe behind " was not com- 
plimentary, but that two particular statements which it 
contained lacked the element of truth. 

In the voluminous appendix to the said notice with 
which he has favoured us by way of rejoinder to my letter, 
I observe that-instead of attempting to rebut or explain 
away either of the two charges definitely made out 
against him, your reviewer entirely passes them over ; 
and, after taking up and commenting upon matter not 
immediately in question, by way of creating a diversion, 
he proceeds to volunteer another mis-statement, not less 
palpable than either of those of the making of which he 
previously stood convicted. 

- No one who carefully reads your reviewer's " Appen- 
dix" side by side, with my letter, can fail to see that the 
former is merely a rejoinder which contains no refutation. 
In the first place, he wishes to know the meaning of two 
" phrases" which occur in my letter. The first he quotes 
runs thus : " Permit me to say that there is not one single 
alternative accidental* — natural, sharp, or flat, — to be 
found from the beginning of the tune to the end." 

In regard to this I have but to say that though, as a 
sentence, it is undoubtedly open to improvement in point 
of composition, yet I question if one reader in a hundred 
has failed to understand it as meaning that that part of 
your reviewer's statement is false which says, " After 
which, we have a number of alternative naturals." As 
to the other, its meaning will not be obscure to any who 
will bear in mind that the multitude who dabble in music 
are not all " musicians." 

Before pointing out the inexcusable mis-statement which 
appears in your reviewer's " Appendix," I wish — of course 
" parenthetically" — to offer a few observations upon some 
other matters referred to therein. I do so, less for the 
purpose of calling attention to the lamentable want of 
comprehension which your reviewer betrays, and happily, 
in one instance pleads guilty to, than in some measure to 
lay the dust he raises ; and to make straight that which 
his unskilful manipulation has turned askew. 

lstly. As to superfluous accidentals,! i. e. those not re- 
quired " by law." My experience in regard to such acci- 
dentals has taught me that whilst of some use to the less 
advanced musician, they prove vexatious to the good 
sight-reader, by raising doubts as to whether the original 
key has not been changed; doubts which can only be 
resolved by referring to the signature, a process not 
always convenient : hence, when, in deference to popular 
custom, I deem it expedient to insert them at all, I do so 
between brackets; that whilst the tyro may be guided 
the expert may not be misled J 

2ndly. The terms " Decani" and " Cantoris," are well 
understood to refer to two Choirs, ranged on opposite 
sides ; each Choir containing a full complement, both of 
men and boys, or women, as the case may be. " Full," 
means all voices on both sides ; " Verse" signifies Soli, i. e. 
one voice to a part ; and each of these marks is under- 
stood to hold good till contradicted. 

Now as to the marking of verse 1, to which your re- 
viewer takes exception. 1 require the Hymn to be led 



off by all available voices capable of singing in the tenor- 
range, and by no others : hence 1 have the option of mark- 
ing thus, viz., " Full, without trebles and female Altos," 
or else " Decani and Cantoris," " men only (in unison), 
and I adopt the latter, as being couched in terms not 
contradictory. 

Your reviewer omits to notice that verses 3 and 4 (in 
the first of which occur some "small notes ad lib.") are 
plainly marked " Vekse Dec." Then, as verse 5 is to 
be sung by the entire Cantoris Choir, some intimation is 
at least desirable to shew that it is not to be rendered as 

Verse," like the two verses immediately preceding. 
Under these circumstances can your reviewer suggest any 

intimation" more explicit and less " puzzling" than 
"Chorus Can?" Would he prefer "Full Can," or 

Can Full?" 

3rdly. I append the figured bass of the original, and of 
the alternative accompaniments, to verses 10 and 11 ; 
that those who are qualified may judge as to the amount 
of truth contained in your reviewer's statement, that the 
two are " nearly identical." 

The mis-statement of which I have already spoken as 
appearing in his " Appendix," is the following, viz. — 
"tonally, the last two pages of this extraordinary tune are 
almost wholly taken vp with an alternative ending which, m 
itself runs the composition out a whole page more than, was 
needful." The truth is that the last two pages contain, 
in all, four lines of score ; and the alternative ending takes 
up just one line and a third of a line. Now, how 1£ can 
be almost the whole of 4, is an arithmetical problem, the 
solution of which, by your "just" and "accurate" re- 
viewer, will much oblige, 

Tour's faithfully, 

11, King Henry's Boad, John C. Ward, 

Regent's Park, N. W. August 21 , 1869. 

P. S. — Upon re-consideration of the matter, I think it 
better not to trespass on your valuable space by sending 
for insertion more than one line of the figured bass spoken 
of above, since the other three are en suite. 



Capitals stand for semibreves ; small letters for minims. 
Key, F 4 minor. 
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[Although against our usual custom, as Mr. Ward faOr 
cies that he has a grievance, we print his letter precisely 
as we received it; but have no intention of prolonging 
the controversy by replying to it. Those of our readers 
who feel any 'interest in the matter may arrive at the 
truth by turning to the previous letters and the original 
notice, and judging of the statements there advanced by 
reference to the tune itself. We beg distinctly to state 
that the correspondence on this subject must now be 
closed. — Eo. Musical Times.~[ 



» For the omission of this dash in my letter, your compositor 
appears to be responsible. Your reviewer, who quotes from the 
M.S., makes a hyphen of it. 

f For examples your readers may be referred to the music in 
your number for last June. 

J My Sanctus for Double Choir (favourably noticed in this 
journal after performance by Mr. Henry Leslie's Choir) contains 
some "parenthetical accidentals." Copies have been lying for 
months past on the desks at Novello and Co's. Your reviewer ap- 
pears not to have observed them. 



